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Dance	Teaching	and	Learning	in	Context:	Activating	the	Head,	Heart	and	
Hands	
	
Traditionally,	 the	 art	 of	 teaching	 dance	 has	 largely	 been	 a	 transferable	 skill	 from	
teacher	to	student.	This	master‐apprentice	paradigm	encourages	the	passing	on	of	
technical	and	artistic	traditions	associated	with	the	various	genres	of	dance.	Whilst	
this	supports	the	passing	of	the	flame	of	the	art	form	from	generation	to	generation,	
it	has,	in	part,	limited	the	teaching	pedagogy	that	informs	dance	as	an	art	form.	The	
future	 of	 dance	 teaching	 is	 reliant	 on	 teachers’	 engagement	 with	 the	 further	
development	 of	 inquiry	 learning	 and	 reflective	 practice	 skills	 within	 the	 dance	
studio.	 This	 paper	 charts	 one	 component	 of	 a	 reflective	 pedagogy,	 Head,	 Heart	
Hands	(Pstalozzi	as	cited	in	Rud	2006),	developed	as	a	result	of	an	Action	research	
project,	 within	 a	 suite	 of	 three	 units	 across	 a	 three‐year	 undergraduate	 teacher‐
training	course	for	school,	community	and	studio	dance	teachers.		
Over	 the	 past	 four	 years,	 through	 four	 cycles	 of	Action	 research,	 this	 inquiry	 into	
dance	teaching	pedagogy,	dance	teaching	contexts	and	engagement	with	community	
has	 grown	 and	 developed	 into	 a	 successful	 dance	 teaching	model	 that	 integrates	
practical	dance	teaching	skills	and	artistry.		This	is	a	holistic	collaborative	approach	
to	 dance	 teacher	 education:	 the	 marrying	 of	 ‘teacher‐as‐artist’,	 ‘teacher‐as‐
performer’	and	‘teacher‐as‐researcher’.	More	specifically,	it	emphasises	the	need	for	
mature,	reflective,	receptive	and	flexible	approaches	in	response	to	dance	teaching	
and	 learning.	 These	 are	 enacted	 in	 a	 variety	 of	 contexts,	 with	 the	 tertiary	 dance	
teaching	students	identifying	as	‘teacher‐artists’,	as	well	as	researchers	of	their	own	
practices.	 The	 implementation	 of	 reflective	 practice	 aids	 in	 the	 development	 of	 a	
philosophy	 that	embraces	 the	view	of	 teaching	skills	as	a	work	 in	progress	 rather	
than	 a	 finished	 product:	 an	 ongoing	 cyclic	 practice,	 transferable	 to	 a	 range	 of	
professional	contexts.		
The	growing	demands	of	the	new	generation	of	dance	students	is	not	limited	to	the	
development	of	dance	skills	but	also	to	the	development	of	transferable	life	skills	as	
they	enter	a	variable	and	demanding	employment	market	(Throsby	2004).	The	21st	
century	 dance	 classroom	 becomes	 the	 incubator	 for	 the	 development	 of	
collaborative	 and	 communicative	 skills,	 problem	 solving,	 critical	 thinking	 and	
contextual	learning	(Kaufman	2013).	In	this	classroom,	teachers	focus	on	preparing	
students	 for	 their	 futures,	 igniting	 their	 inner	 creativity	 and	 developing	 them	 as	
individuals.	 These	 transferrable	 life	 skills	 of	 leadership,	 ethics,	 accountability	 and	
adaptability	are	essential	in	a	professional	dance	setting	and	can	be	nurtured	within	
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the	 dance	 classroom	 concurrently	with	 technical	 skill	 acquisition.	 The	 delivery	 of	
this	 learning	 needs	 to	 be	 meaningful,	 authentic,	 engaging	 and	 considerate	 of	 a	
variety	of	contextual	applications	(Kaufman	2013).		
	
These	 requirements	demand	dance	 teachers	 to	 reconsider	 some	of	 the	 traditional	
teaching	methodology	handed	down	by	generations	of	dedicated	teachers	that	may	
no	 longer	 be	 relevant	 in	 today’s	 dance	 environment.	 Reflective	 practice	 is	 an	
imperative	 for	 the	 growth	 and	 development	 of	 dance	 teaching	 pedagogies	 that	
respond	to	the	fluctuating	demands	of	the	professional	milieu.	To	date,	the	onus	of	
reflective	 practice	 has	 been	 on	 dance	 teachers	 in	 formal	 education	 settings,	
however,	 teachers	 of	 dance	 in	 all	 contexts	 stand	 to	 benefit	 from	 engaging	 in	
reflective,	 transparent	 and	 erudite	 practice.	 Not	 only	 does	 this	 benefit	 dance	
students	who	 observe	 teachers	 practicing	 life‐long	 learning,	 but	 it	 can	 rejuvenate	
dance	teachers	caught	in	a	traditional	nexus.		
	
Learning	Impetus:	Background	to	the	Action	research	project		
	
Continuing	 professional	 development	 is	 essential	 at	 all	 levels	 of	 practice	whether	
these	 be	 dance	 studio	 teaching	 environments	 or	 formal	 education	 institutions	
including	 tertiary	settings.	Ongoing	professional	development	opportunities	at	 the	
Queensland	University	of	Technology	(QUT)	have	not	only	informed	dance	teachers’	
personal	practice	but	also	encouraged	the	development	of	a	community	of	practice	
within	the	dance	department.	The	shared	investigation	and	reevaluation	of	teaching	
practices	 led	 to	 newfound	 motivation	 and	 inspiration,	 but	 more	 importantly	 it	
developed	 a	 sense	 of	 opportunism:	 responsiveness	 and	 immediacy	 within	 the	
teaching	and	learning	environment.		
	
This	 inquiry	 into	 teaching	 commenced	 with	 a	 conscious	 decision	 to	 identify	
‘teachable	moments’:	 spontaneous	 episodes	within	 a	dance	 teaching	 environment,	
where	 teachers	 explore	 in	 greater	 depth	 dilemmas	 around	 issues	 of	 technique.	
These	unplanned	opportunities	that	arise	in	every	class	also	present	the	chance	for	
teachers	 to	 unfold	 more	 general	 arts	 education	 about	 dance	 as	 an	 art	 form.	
Embracing	 the	 unknown,	 having	 a	 willingness	 to	 improvise	 and	 to	 take	 dance	
learning	in	part	where	the	students	wanted	to	go,	facilitated	interest	in	interactions	
with	 students	 that	 changed	 things	 within	 the	 dance	 learning	 environment	 rather	
than	merely	maintained	 the	 status	quo	 (Fook	 et	 al.	 2007).	 	 The	philosophical	 and	
theoretical	 work	 of	 Dewey,	 Gardner,	 Mezirow	 and	 Archer	 among	 others	 has	
informed	the	investigation	of	dance	teaching	pedagogy	and	curriculum	development	
within	this	QUT	context.			
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The	 research	project	was	 a	 part	 of	 the	 application	of	 these	 theories	 into	 practice,	
moving	from	a	more	general,	descriptive	reflection	to	critical	reflection	to	reflexivity	
through	the	cycles	of	inquiry.	By	developing	a	learning	community	in	collaboration	
with	 the	 tertiary	dance	 teaching	 students	and	 the	 communities	within	which	 they	
teach	and	will	teach	in	the	future,	a	deeper	understanding	of	how	to	value	add	to	the	
learning	experience	has	emerged.	As	educators	in	a	tertiary	environment,	there	is	a	
need	 to	 embrace	 vulnerability	 in	 order	 to	 unsettle	 fundamental	 assumptions	 and	
allow	 personal	 transformational	 learning	 to	 occur	 (Mezirow	 1998).	 Dewey	 sees	
routine	action	or	routine	habits	as	a	mis‐educative	experience	(as	cited	in	Rodgers	
2002).			
	
Critical	 reflection	 requires	 the	 learner	 to	make	 connections	 between	 experiences,	
drawing	on	personal	knowledge	and	the	knowledge	of	others	(Rodgers	2002).	For	
the	QUT	dance	educators,	this	principle	led	to	an	in‐depth	investigation	of	teaching	
experiences	 and	 pedagogy	 that	 highlighted	 habitual	 teaching	 practices	 and	 re‐
emphasised	the	importance	of	social	constructivist	teaching	pedagogy	(Vygotsky	in	
Engestrom,	1987).		Social	constructivist	pedagogy	includes	the	participants	learning	
from	 each	 other’s	 knowledge,	 bringing	 new	 knowledge	 from	 a	 variety	 of	 sources	
into	 a	 collaborative	 learning	 environment.	 	 In	 dance	 this	 is	 enacted	 through	 the	
acknowledgement	of	 a	 range	of	 traditional	 dance	 training	 and	 attitudes	 to	 the	 art	
form	 (Fenstermacher	 &	 Soltis	 2004	 as	 cited	 in	 Boughen	 &	 Huddy	 2009).	 	 In	 the	
dance	 classroom	 there	 is	 no	 need	 to	 denigrate	 the	 students’	 prior	 learning	 and	
experience,	 but	 rather	 to	 build	 on	 the	 field	 of	 knowledge	 by	 offering	 alternative	
concepts	and	practices	that	may	be	taken	on	or	rejected.			
	
Initially	 this	objective	was	achieved	through	reflection	of	student	engagement	and	
learning	 outcomes.	 These	 critical	 reflections	 prompted	 further	 research	 based	 in	
and	 around	 the	 training	 of	 the	 teaching	 artist	 which,	 in‐turn,	 necessitated	 the	
development	 of	 rigorous	 reflective	 practice	 and	 investigation	 into	 creativity	 in	
teaching	and	learning	(Huddy	and	Stevens	2011).	This	process,	although	initially	a	
professional	 development	 activity	 for	QUT	 dance	 educators,	 became	 a	 framework	
for	the	development	of	the	current	dance	teacher‐training	curriculum	at	QUT.			This	
became	 the	motivation	 for	 a	 four‐year	Action	 research	 project	 into	 dance	 teacher	
training.	 	 In	 this	 article	 the	 development	 of	 the	 use	 of	 Head,	 Heart	 and	 Hand,	 a	
framework	 for	 reflective	 practice,	 will	 be	 discussed	 as	 one	 component	 of	 the	
changes	to	reflective	practice	that	came	as	a	result	of	the	Action	research	project.	
	
Teaching	and	Learning	in	Context	
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The	 first	 cycle	 of	 this	 research	 project	 investigating	 dance	 teaching	methodology,	
illuminated	 the	 tertiary	 dance	 teaching	 students’	 inability	 to	 acknowledge	 the	
importance	 of	 translating	 dance	 and	 teaching	 theory	 to	 practice;	 raising	 the	
question	 of	 how	 to	 embed	 theoretical	 knowledge	 in	 day‐to‐day	 teaching	 both	
efficiently	and	effectively	(Huddy	and	Stevens	2011).		The	tension	in	dance	between	
pedagogical	theory	and	practice	in	a	university	setting	became	apparent,	as	did	the	
temporal	 restraints	 of	 university	 administrative	 structures.	 One	 of	 the	 ways	 that	
was	 developed	 to	 address	 these	 tensions	was	 the	 creation	 of	 a	 sequence	 of	 three	
project‐based	performance	and	teaching	units	designed	to	respond	to	industry	and	
community	 opportunities,	 providing	 unique	 and	 authentic	 learning	 opportunities	
for	 tertiary	 dance	 teaching	 students.	 These	 scaffolded	 units	 were	 found	 to	 assist	
tertiary	dance	teaching	students	in	making	the	necessary	links	between	pedagogical	
theory	 and	 practice	 through	 an	unfolding	 of	 highly	 practical	 experiences	based	 in	
discovery	learning	(Mosston	and	Ashworth	1990).	
	
The	units	provide	tertiary	dance	teaching	students	with	the	opportunity	to	engage	
early	childhood,	primary	and	secondary	students,	and	their	teachers,	within	a	range	
of	school	and	community	contexts.	The	first	unit	begins	with	tertiary	dance	teaching	
students	 observing	 classroom	 teachers	 with	 their	 students.	 	 This	 includes	
observation	 of	 teaching	 pedagogies,	 behavioural	 strategies	 and	 interaction	 with	
thematic	 approaches	 to	 age	 appropriate	 curriculum	 areas,	 for	 example	 Literacy,	
Science,	 and	 Numeracy.	 	 Although	 not	 dance	 specific,	 this	 allows	 tertiary	 dance	
teaching	 students	 to	 situate	 themselves	within	 the	 specific	 teaching	 and	 learning	
context.	This	uncovers	a	range	of	unsettling	experiences	for	these	students	as	they	
immerse	 themselves	 in	 a	 community	 that,	 in	many	 cases,	 is	 vastly	 different	 from	
their	own.		
	
The	 tertiary	dance	 teaching	 students	 then	design	and	create	a	dance	performance	
piece	 that	 links	 to	 the	 learning	 area	 they	 have	 observed.	 In	 the	 second	 unit,	 the	
tertiary	dance	teaching	students	spend	an	entire	semester,	immersed	in	a	particular	
learning	 community.	 They	 observe	 generalist	 teachers	 in	 action	 and	 also,	 a	 dance	
teaching	 artist.	 The	 unit	 learning	 activities	 involve	 opportunities	 to	 create	
performance	and	short	workshop	activities,	and	guided	by	the	dance	teaching	artist,	
implement	these	workshop	activities.	 In	the	third	unit,	 the	 tertiary	dance	 teaching	
students	identify	a	project	that	may	be	significant	to	a	particular	community	group	
and	 research	 the	 context	 in	 order	 to	 create	 a	 performance	 piece	 and	 develop	
workshops.	These	workshops	 can	be	 implemented	 to	 connect	with	a	 range	of	 age	
groups	and	teaching	and	learning	situations,	within	the	same	unit.		
	
	 5
Responding	 to	 the	 teaching	 and	 learning	 needs	 of	 the	 crowded	 state	 education	
curriculum	 is	 an	 obvious	 challenge	 for	 all	 primary	 and	 secondary	dance	 teachers.	
These	 units	 were	 designed	 to	 avoid	 superficial	 responses	 to	 these	 issues;	
preferencing	and	promoting	collaborative	models	that	involve	multiple	levels	of	the	
school	 and	 local	 communities.	 Central	 to	 the	 strategy	 are	 four	 themes:	 artistic	
integrity,	 the	 student	 learning	 experience,	 the	 classroom	 teacher’s	 learning	
experience	and	the	teaching‐artist’s	learning	experience.	The	first	two	cycles	of	the	
Action	 research	 project	 indicated	 that	 reflection	 was	 a	 powerful	 component	 in	
linking	 these	 four	 themes.	 Reflective	 Practice	 was	 used	 to	 connect	 seemingly	
disparate	 learning	 experience	 for	 the	 tertiary	 dance	 teaching	 students.	 These	
students	experienced	difficulty	in	linking	their	role	as	a	dance	artist	with	the	role	of	
the	 classroom	 teacher.	 Further,	 they	 struggled	 to	 interpret	 the	 role	 of	 the	 dance	
teaching	 artist,	 whose	 approach	 created	 a	 bridge	 between	 aesthetic	 practice	 and	
education	 curriculum.	 Throughout	 all	 of	 these	 units	 critical	 reflection	 became	 an	
underpinning	framework;	activities	included	oral,	written	and	creative	processes	as	
strategies	of	reflecting.	
	
Reflection	in	Dance	Teacher	Training	
	
In	 order	 to	 respond	 to	 these	 changing	 contexts,	 tertiary	 dance	 teaching	 students	
must	begin	with	a	desire	to	 learn	together,	 to	move	beyond	 just	having	content	or	
professional	 knowledge.	 	 This	desire	 to	 learn	necessitates	 engagement	with	 cyclic	
reflective	practices	 that	enable	 recognition	of	prior	professional	knowledge	whilst	
deciphering	new	knowledge	from	the	learning	experience	(Hatcher	&	Bringle	1997).			
	
Reflection	 is	 not	 just	 pausing	 for	 thought;	 it	 requires	 sophisticated	 theoretical	
understanding	 of	 the	 day‐to‐day	 practice	 of	 teaching	 dance	 (Thompson	 &	 Pascal	
2012).	 Schon	 identifies	 reflection‐in‐action	 as	 being	 conscious	 of	 what	 you	 are	
doing,	but	also	of	how	you	are	doing	it	and	the	practical	knowledge	that	underpins	
that	action.	Reflection‐on‐action	is	about	developing	understanding	and	testing	and	
developing	 the	knowledge	base	(Thompson	&	Pascal	2012).	Thompson	and	Pascal	
additionally	promote	reflection‐for‐action	as	the	process	of	planning	what	will	come	
in	 the	 future,	using	 forethought	 to	make	the	best	use	of	 time	(Thompson	&	Pascal	
2012).	 Anticipation	 prioritises	 the	 timing	 and	 positioning	 of	 reflective	 dialogues	
with	tertiary	dance	teaching	students.	Reflection	prior	to	a	learning	experience	can	
provide	 tertiary	dance	 teaching	 students	with	 forethought,	 creating	 signposts	 that	
lead	 them	 through	 the	 learning	 experience	 so	 they	 can	 anticipate	what	 they	may	
encounter	or	have	to	do.		These	three	reflective	concepts	of	in‐,	on‐	and	for‐	action	
underpin	the	dance	teaching	pedagogy	development	currently	implemented	at	QUT	
as	a	result	of	the	research.	
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In	 order	 to	 model	 social	 constructivist	 dance	 learning	 in	 the	 tertiary	 classroom,	
there	was	a	need	to	provide	opportunities	for	students	to	be	active	participants	in	
their	 own	 learning,	 to	 use	 problem	 solving	 skills	 and	 to	 reflect	 on	 their	 learning	
(Daniels	 and	 Edwards	 2004	 in	 Stevens	 2010).	 In	 the	 second	 unit	 of	 this	 suite	 of	
three,	 the	 nature	 of	 the	 collaborative	 projects	 enable	 tertiary	 dance	 teaching	
students	 to	 problem‐solve,	 forming	 knowledge	 that	 was	 actively	 constructed	 and	
based	on	human	interactions	(Prawat	and	Flowden	1994).		
	
Through	 directed	 questioning	 and	 guided	 analysis	 the	 tertiary	 dance	 teaching	
students	 reflected	 on	 micro	 teaching	 episodes	 presented	 for	 their	 peers	 prior	 to	
enacting	 the	 lessons	 in	 the	 school	 dance	 classroom.	 This	 scaffolded	 and	modeled	
process,	 allowed	 them	 to	 work	 through	 difficulties	 in	 structuring	 lessons	 and	
support	 each	 other	 in	 fine‐tuning	 their	 activities	 and	 teaching.	 	 Their	 verbal	
feedback	 to	each	was	 the	 starting	point	of	 their	own	personal	 reflection	 that	 they	
then	articulated	through	a	series	of	online	 journal	entries.	These	weekly	reflective	
journal	entries	were	guided	by	specific	questions	that	linked	to	the	domains	of	head,	
heart	and	hand.	This	unit	used	these	organising	frameworks	of	Head,	Heart,	Hands	
(Pstalozzi	as	cited	in	Rud	2006)	to	implement	reflection‐in‐action,	‐for‐action	and	–
on‐action.		
	
Head	‐	Engagement	
The	 ‘Head’	 dimension	 refers	 to	 the	 knowledge	 that	 is	 developed	 throughout	 the	
learning	 experience,	 including	 cognitive	 understanding,	 critical	 thinking,	 and	
learning	through	readings,	lectures	and	discussions	(Pstalozzi	as	cited	in	Rud	2006).		
	
Here,	 the	 learning	 for	 the	 tertiary	dance	 teaching	 students	was	about	adaptability	
and	 the	 development	 of	 transferable	 skills	 for	 a	 variety	 of	 teaching	 contexts.	 The	
tertiary	dance	 teaching	 students	have	opportunities	 to	 see	 themselves	 in	 the	dual	
role	of	performer	and	teacher,	and	to	embed	the	skills	of	both,	as	they	develop	and	
design	lessons	for	their	students.	The	learning	values	stringent	lesson	planning	but	
acknowledges	 the	need	 for	 flexibility	 in	 teaching	 approaches,	 capturing	 ‘teachable	
moments’	 as	 they	arise.	 It	 supports	 the	notion	of	 tertiary	dance	 teaching	 students	
making	 connections	 through	 activities	 and	 observing	 what	 happens	 as	 a	
consequence.		
	
Because	 “Head”	 embodies	 cognitive	 understanding,	 it	 takes	 the	 theoretical	
underpinnings	 and	 moves	 them	 into	 the	 kinesthetic	 realm.	 	 In	 the	 kinesthetic	
domain,	 the	 tertiary	 dance	 teaching	 students	 experience	 the	 synergies	 in	 training	
between	 teacher	 and	 performer.	 Intuitiveness,	 resilience,	 curiosity,	 and	 self‐
motivation	are	skills	that	are	highly	sort	after	and	nurtured	in	the	training	of	both	
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dance	 teacher	 and	 dance	 performer.	 For	 these	 kinesthetic	 learners,	 placing	 the	
learning	in	the	body	enables	them	to	connect	more	effectively	with	their	cognitive	
processes.		
	
This	unit	made	me	reflect	and	 learn	about	myself	and	 teaching	practice	
and	 made	 me	 really	 view	 teaching	 as	 performance	 in	 a	 context.	 This	
impacts	 on	 my	 future	 teaching	 as	 I	 realised	 that	 I	 am	 always	 being	
watched,	 judged,	 copied	 and	 trusted	 –	 constantly	 performing.	 (Dance‐
teaching	student,	2013)	
	
For	the	QUT	educators	designing	and	delivering	 these	units,	 this	 ‘Head’	dimension	
revealed	 unfounded	 assumptions	 about	 teaching	 and	 learning	 and	 transformed	
these	assumptions	through	a	deeper	personal	reflection	on	habitual	practices.	The	
tertiary	 dance	 educators	 assumed	 that	 their	 tertiary	 dance	 teaching	 students	 saw	
themselves	 as	practicing	dance	artists	 and	 that	 therefore	aesthetic	practice	would	
be	a	focal	point	for	their	engagement.	This	new	knowledge	resulted	in	the	tertiary	
dance	educators	being	far	more	transparent	in	regards	to	their	artistic	practice	and	
how	they	engaged	with	the	material	aesthetically.	By	being	transparent	in	both	the	
teaching	 practices	 and	 in	 the	 reflections	 that	 followed,	 tertiary	 dance	 teaching	
students	had	the	opportunity	to	observe	their	tertiary	educators’	reflective	teaching	
in	action.	The	challenge	for	the	tertiary	dance	educators	was	to	develop	relevant	and	
engaging	 teaching	 material	 and	 experiences	 that	 created	 a	 bridge	 between	
theoretical	 interpretations	 and	 their	 teaching	 approaches.	 By	 leading	 students	
through	 a	 series	 of	 highly	 researched	 activities	 that	 connected	 directly	 with	 the	
school	students’	classroom	learning	material	the	tertiary	dance	educators	modeled	
the	 underlying	 stimulus	 for	 creative	 works.	 This	 informed	 the	 tertiary	 educators	
own	 reflective	 writings	 which	 were	 posted	 alongside	 the	 tertiary	 dance	 teaching	
students	journal	entries.	Throughout	this	process,	the	tertiary	dance	educators	used	
their	 students’	 responses	 as	 a	 guide	 to	 clarify	 the	 communication	 and	 transfer	 of	
knowledge.		
	
Heart	–	Enablement		
The	 ‘Heart’	dimension	applies	to	the	ethics	and	morals	of	teaching	and	learning	or	
evaluating	 the	 reasons	 for	 learning	 (Pstalozzi	 as	 cited	 in	 Rud	 2006).	 It	 is	 about	
experiencing	 connections	 and	 reflecting	 upon	 values	 (Pstalozzi	 as	 cited	 in	 Rud	
2006).		
	
The	 primary	 concern	 for	 the	 tertiary	 dance	 teaching	 student	 moved	 away	 from	
valuing	 achievement	 according	 to	 grades,	 to	 setting	 and	 achieving	 high	 personal	
goals	 for	 themselves	 and	 the	 well‐being	 of	 their	 own	 students.	 In	 this	 emotive	
dimension,	 the	 tertiary	 dance	 teaching	 students	 made	 personal	 connections	
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between	 themselves	 as	 teachers	 and	 the	 community	 within	 which	 they	 were	
working.	 Each	 episode	 of	 engagement	 with	 the	 school	 community	 impacted	 the	
tertiary	 dance	 teaching	 students	 as	 they	 began	 to	 view	 themselves	 based	 on	 the	
responses	 of	 the	 school	 students.	 Concurrently,	 the	 school	 students	 viewed	
themselves	 as	 artists	 as	 they	 developed	 artistic	 artifacts	 with	 the	 tertiary	 dance	
teaching	 students.	 The	 tertiary	 dance	 teaching	 students	 reflected	 on	 how	 they	
consider	themselves	in	relation	to	their	social	contexts	and	saw	their	social	contexts	
in	 relation	 to	 themselves	 and	 acknowledged	 the	 ability	 of	 dance	 to	 influence	
community	values		(Archer	2011).	
	
This	aspect	of	evaluation	becomes	important	for	their	moral	compass,	so	that	they	
can	 measure	 teaching	 decisions	 against	 their	 personal	 values	 and	 beliefs.	 It	
identifies	any	contradictions	between	what	they	say	they	do	and	what	is	implied	by	
what	they	do	(Fook	and	Gardner	2007).	In	order	to	develop	as	empathetic	teachers,	
reflection	in	this	domain	empowers	tertiary	dance	teaching	students	to	become	one	
with	their	community,	valuing	participation	as	much	as	achievement.		
	
I	found	the	best	thing	about	this	experience	was	seeing	the	students	we	
taught	 grow	 and	 enjoy	 our	 teaching.	 It	 was	 touching	 as	 we	 had	made	
such	 a	 connection	 with	 the	 students	 and	 it	 was	 clear	 how	much	 they	
learnt	 and	 how	 beneficial	 an	 experience	 like	 this	 is	 for	 them.	 (Dance‐
teaching	student,	2013)	
	
For	 the	 QUT	 educators,	 this	 dimension	 required	 the	 development	 of	 teaching	
experiences	 across	 time	 that	 allow	 for	 the	 enactment	 of	 personal	 teaching	
philosophies	 in	 situations	 with	 authentic	 and	 diverse	 school	 student	 cohorts.	 In	
these	 particular	 circumstances,	 emotive	 situations	 can	 arise	 that	 require	
spontaneous	 teacher	 responses,	 which	 may	 or	 may	 not	 be	 appropriate.	 	 Giving	
permission	for	all	participants	 in	the	 learning	experience	to	make	mistakes	allows	
the	tertiary	dance	teaching	students	to	drop	their	guard	and	practice	being	sensitive	
and	 empathetic	 in	 a	 participatory	 climate.	 	 It	 is	 essential	 to	 the	 process	 that	 all	
aspects	of	reflection	are	grounded	in	‘real	world’	practice	(Fook	and	Gardner	2007).	
	
Acting	as	a	leader	in	this	dimension	involves	the	handling	of	complex	emotions	and	
experiences,	 and	 performing	 the	 multiple	 roles	 of	 teacher,	 colleague	 and	 fellow	
learner.	 Discussion	 gives	 permission	 for	 the	 tertiary	 dance	 teaching	 students	 to	
experience	the	emotive	nature	of	teaching,	and	to	analyse	it	to	better	respond	within	
their	professional	careers.	In	order	to	provide	reflections	of	each	others’	work,	the	
tertiary	dance	teaching	students	had	to	be	critically	reflective	but	to	consider	how	
they	would	give	 feedback	 to	 their	peers	 in	a	 respectful,	 thoughtful	 and	diplomatic	
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way.		As	the	welfare	of	the	classroom	school	students	was	upper‐most	in	their	mind,	
the	tertiary	dance	teaching	students,	needed	also,	to	be	detailed	in	the	advice	they	
were	giving	to	their	peers.	This	delicate	communication	about	artistic	decisions	is	a	
learned	skill,	requiring	a	variety	of	opportunities	to	practice.		
	
Hand	–	Enactment	
The	‘Hand’	dimension	is	learning	by	doing	or	experiencing	how	things	actually	work	
(Pstalozzi	as	cited	in	Rud	2006).		
	
Here,	 the	 learning	 for	 tertiary	 dance	 teaching	 students,	 in	 part,	 involved	 the	
articulation	 of	 traditional	 skills	 and	 knowledge	 from	 a	 range	 of	 past	 learning	
experiences.	The	participatory	nature	of	the	 learning	activities	allows	the	students	
to	 put	 into	 practice	 prior	 dance	 studio	 learning	 whilst	 connecting	 with	 the	
theoretical	 components	 of	 their	 teaching	 course.	 In	 the	 construction	 of	 this	 new	
knowledge,	 the	tertiary	dance	teaching	students	build	their	unique	practice	that	 is	
transferable	to	a	range	of	dance	practices.	
	
The	 best	 thing	 about	 this	 experience	was	 teaching	 our	 class.	 I	 believe	
that	 it	 gave	us	 real‐world	practice	 in	 planning,	 creating	and	 teaching	 a	
class.	 It	 gave	us	 an	opportunity	 to	put	our	observations	 and	 ideas	 into	
practice.	(Dance‐teaching	student,	2013)	
	
Learning	 from	a	 tertiary	dance	educator’s	perspective	 is	 to	provide	 tertiary	dance	
teaching	students	with	the	space	to	“unlearn”	(Carey	et	al	2006)	habitual	behaviour	
so	 that	 they	 can	 absorb	 new	 or	 alternative	 knowledge.	 Tertiary	 dance	 teaching	
students	question	what	they	value	from	their	past,	and	its	relevance	to	their	current	
practice	 as	 well	 as	 embracing	 the	 new,	 finding	 the	 synergies	 between	 the	 two	
different	 perspectives.	 This	 “unlearning”	 is	 often	 resisted	 by	 the	 students.	 Change	
and	 growth	 are	 threatening,	 so	 there	 is	 a	 need	 to	 find	 a	 balance	 between	 rigidly	
adhering	to	the	known	traditions	of	their	studio	histories	and	keeping	their	minds	
open	to	new	modes	of	learning	(Thompson	&	Pascal	2011).	
	
Conclusion	
	
Throughout	 the	 learning	 process	 for	 the	 tertiary	 dance	 teaching	 students,	 critical	
reflection	is	used	to	 illuminate	self‐knowledge	and	to	facilitate	a	dialogue	between	
all	of	the	participants,	raising	questions	rather	than	just	providing	answers.	In	many	
cases,	 the	questions	 raised	 concern	 the	 tertiary	dance	 teaching	 students’	personal	
and	 professional	 values	 and	 beliefs.	 Unlike	 in	 a	 traditional	 dance	 classroom,	 the	
tertiary	educator	is	not	positioned	as	the	expert	in	the	relationship,	but	rather	as	a	
fellow	 collaborator	who	 is	 simultaneously	 questioning	 his	 or	 her	 own	beliefs	 and	
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values.	 This	 collaborative	 relationship	 supports	 the	 growth	 of	 the	 tertiary	 dance	
teaching	students’	confidence	and	self‐efficacy	and	leads	them	to	find	ways	in	which	
their	unique	personal	actions	enhance	learning	(Raibers	2001).		
	
Inquiry	 learning	 processes	 support	 the	 notion	 of	 the	 tertiary	 dance	 educator	 as	 a	
life‐long	 learner	 as	 they	 interpret	meaning	 in	 relation	 to	 their	 own	 histories	 and	
negotiate	 the	 changes	 that	 have	 occurred	 within	 a	 professional	 teaching	
environment.	This	skill	of	responding	to	changing	and	unique	situations	is	essential	
for	all	dance	teachers	as	there	can	be	no	single	theory	of	teaching	when	operating	in	
a	multiplicity	of	learning	contexts.		
	
Without	 the	 reflective	 activities	 being	 unfolded	 through	 their	 undergraduate	
training,	tertiary	dance	teaching	students	are	more	likely	to	encounter	difficulties	in	
making	decisions	and	may	get	caught	up	in	what	Thompson	and	Pascal	(2011:	18)	
call	 “bad	 faith”:	 “I	 can’t	help	 it.	That’s	 just	 the	way	 I	am”.	By	promoting	a	sense	of	
trust	and	honesty	about	their	own	strengths	and	weaknesses,	tertiary	students	are	
empowered	 to	develop	reflexivity	 in	 their	beliefs	and	values.	This	new	knowledge	
about	 themselves,	 if	 developed	 over	 time,	 is	 embodied	 as	 new	 tacit	 knowledge,	
whilst	 developing	 their	 ability	 to	 reflect	 on	 its	 appropriateness	 in	 a	 range	 of	
contexts.		
	
The	meanings	 that	are	developed	 through	 this	process	are	not	 frozen	 in	 time	but,	
rather,	mark	 an	 important	 stage	 in	making	 sense	 of	 the	world.	 By	 acknowledging	
and	 valuing	 this	 ongoing	 cycle	 of	 reflection,	 meaning	 making	 and	 transformative	
learning,	 tertiary	dance	teaching	students	embed	reflexivity	as	an	essential	part	of	
their	 teaching	 practice.	 Importantly,	 they	 are	 pressured	 to	 acknowledge,	 by	 the	
social	and	cultural	interactions	inherent	in	the	reflective	learning	process,	that	there	
are	no	absolute	truths	(Cate	2003).		
	
In	 this	 environment	 of	 potential	 threat	 to	 the	 established	 beliefs	 of	 the	 tertiary	
dance	 teaching	 students,	 and	 in	 an	 atmosphere	 of	 constant	 change	 within	 their	
teaching	 environment,	 the	 dance	 teachers	 of	 tomorrow	 need	 to	 be	 prepared	 and	
confident	 to	 not	 know	 all	 of	 the	 answers.	 This	 risk‐taking	 requires	 continual	
questioning	of	habitual	behaviours	and,	given	the	collaborative	nature	of	this	mode	
of	teaching,	will	most	certainly	involve	the	development	of	a	community	of	practice.		
This	reflective	and	inquiry	learning	approach	to	dance‐teacher	education	facilitates	
a	strong	professional	identity	which	moves	teachers	to	venture	beyond	the	image	of	
the	dance	teacher	as	an	extension	of	their	students,	or	to	replicate	their	childhood	
dance	teacher.		
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